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clearly outside. It rather investigates a more feeble question: “How 
can a Creative Practice Research be?”. This is particularly evident in 
the “Focussed Views”, singular-practice centred pieces of this work. 
But taking a deeper look, you may decipher how the same question 
animates the more complex constellations of practices analysed 
in the “Cross Views”. Each of them is like a thread that connects 
some practices not to unify or make a synthesis of them, but to even 
emphasize their singularities around similar issues. While each 
Cross View gathers together several researches for some familiar-
ity, within each of them, we unveil differences, peculiarities rather 
than defining a secure common terrain. The eight Cross Views are 
not exhaustive, nor do all of them look at all the candidates. They 
are partial and temporary. The Cross Views should be seen as a 
field rather than as a list, and their perspective is not to be checked, 
but rather to be expanded.
If there is one sole generalisation that we would indulge in this 
work, it is that Creative Practice Research is a personal journey 
of the practitioner-researcher, whose success depends in his/her 
ability in finding their own unique way of interpreting what Crea-
tive Practice Research is. While in other research paradigms there 
may be clear protocols to follow, the methodologies of CPR are 
not prescribed but discovered and shown by each singular case. In 
short: for an authentic CPR there is no room for rules. And maybe 
the ‘good’ CPR is the one that dares the most to create its own 
rules and foundations. Thus it is our conviction that it would be 
particularly dangerous to define CPR once and for all, as it would 
undermine its very essence. Exactly for this reason, we believe it is 
crucial to observe and register how CPR is shaped from the inside, 
how each creative practitioner contributes to the definition of the 
borders of CPR by developing his/her own original work. The 
present research - within the precise limits of 13 selected cases in 
the ADAPT-r arena- seeks to produce a contribution in this sense.
The inside. What this work is about
If they are not a checklist what are the Cross Views then? What 
is their very purpose? As the word ‘View’ suggests, they are par-
tial perspectives on the composite landscape of Creative Practice 
Research. As the cross-sections of a building shows something, 
while hiding much more, the Cross Views don’t aim to recreate 
the whole picture or experience of CPR, but just to make visible 
some relations, certain connections, partial aspects. These elements 
pertain to three main areas:
1. The use of language (Wording, Metaphoring, Anecdoting, 
Focussed and Cross 
Views
Outside and inside the research
Looking at the Table of Contents, the reader may guess that to 
make or evaluate a (good) CPR there should be some metaphors, a 
considerable amount of anecdotes, a particularly original wording, 
plenty of diagrams and so on. Despite the appearances, the Cross 
Views don’t constitute a checklist, they are not ingredients of the 
optimal CPR. This work is much more fragile and unstable than a 
formula or a manual, thus this first chapter is dedicated to clarify 
both its own limited territory as well as its outside.
The outside. What this work is not about
The whole research process that precedes this work, has been 
informed by a main challenge: to maintain a meta-level perspective, 
while being constantly exposed and captured by the peculiarities 
of each of the 13 Creative Practice Researches analysed. How to 
give relevance to their singularities on a meta-level? How to look across 
different cases without generalizing? Such concerns have lead us to a 
systematic refusal of questions like ‘what’, ‘ if ’, ‘why’, to rather insist 
on the ‘ how’, ‘when’, ‘where’. We have avoided making generali-
sations, synthesis and judgment, in favour of narratives, analysis, 
descriptions3. 
Such a challenge concerns not only the duty to preserve and 
respect the singularities that distinguish CPR, but also to the 
need to find a proper place to our own research. To occupy a meta-
level position seems in fact to implicitly imply to take a position 
at regard of the subsequent question: “What is (a good) Creative 
Practice Research?”. Well, the position of this work at its regard, is 
3  While the Focussed Views don’t pose particular problems at this regard, so 
does the introduction of a further order of investigation - in the Cross Views 
- pertaining constellations of creative practices. Namely, once this document 
has been finalised as output of such a process, the list of Cross Views on 
the Table of Contents seems to freeze all the varieties, differences and 
singularities met along the path, and then carefully narrated in the text. The 
intention of opening new horizons - clear in the processes of researching and 
of writing- ultimately risks to collapse in the image of a normative checklist. 
We got to know the extent of such a risk at the Barcelona PRS in November 
2014, when we presented a draft of this document to the ADAPT-r partners, 
fellows and to other participants.
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investigate further their own work5. Each Cross View is creatively 
named with the verbal noun ending -ing, as such it refers to an 
in-progress action, and it is meant as a possible operation in CPR. 
As actions do, Cross Views imply a subject that performs them. 
Consequently, to give some examples, ‘anecdotes’ are not the focus, 
while it is the possible use of anecdotes that a practitioner puts into 
being that is worthy to be noticed (thus “anecdoting”). Similarly, 
the point is not if you as a practitioner are using diagrams (and so 
on), but how you do so (thus “diagramming”).
Each of the proposed Cross Views may be explored, and aban-
doned to momentarily test one’s own work. As research tools for 
the creative practitioners, Cross Views are imagined also as a base 
for training workshops with the PhD candidates (See Annex). The 
Cross-views, displaying different researches one close to another, 
are in fact privileged tools to let the candidates learn from each 
other, position their own research in respect to the others, share 
ideas and research strategies.
5  This should also be seen in continuity between the role of ESR and ER as 
highlighted in Annex1: Candidates are ‘inducted’ into a community-based 
supervisory process which will be of longer-term benefit when these ESRs 
become ERs and, later on, supervisors themselves. Annex 1 p.9
Diagramming. Intending ‘language’ not just as a medium 
of representation but as a creative performative space);
2. Tactics and methodologies of inquiry (Choosing, Playing);
3. Ways of communicating, or rather “performing” 
research findings (Manifesting, namely making manifest 
one’s own mastery at the presence of an audience). 
From this angle, the Cross Views show the potential of a “cho-
rus” of singular CPRs to build a conversation with other research 
paradigms, shedding some light on what is specific and distinctive 
of this kind of research. For instance the same expression ‘anec-
dotal evidence’ may be regarded either as sign of unreliability or of 
significance according to different academic contexts, in a similar 
way, the specific creative and often poetical use of words may be 
not considered “orthodox” from an academic writing point of view, 
while being crucial to express key aspects of a creative practice4. 
This shows how the Cross Views, more than the Focussed Views, 
can serve to open a conversation with other disciplinary fields. 
Moreover the Cross Views proved to be productive within the CPR 
context itself. If they arose, at a first instance, while looking at 
Case Studies, they finally brought to the surface other themes and 
research tools. Their aim is in fact not to describe or explain fully 
‘Case Studies’, but their ambition is to be productive according to 
this subject, and beyond it. 
Not only the sum of Cross Views is not a recipe, but even each 
Cross View can turn into a trap. “There was a time during my PhD 
research when I was unable to speak about my practice without using 
metaphors. Everything was a metaphor!”- told us Veronika Valk. 
Then Leon Van Schaik pushed her to find other ways to articulate 
and explore her work. We could say the same for each of the Cross 
Views. What is at stake is the mis-interpretations of these specific 
Cross Views as short-cuts: any research strategy, any method, any 
research tool, may easily turn into a cage when it becomes too com-
fortable, when it turns into a habit that secures more than a trigger 
that provokes change. 
Given this important premise, we believe that Cross Views 
are not only useful references for reviewers and supervisors to 
understand and interrogate Creative Practice Research, but they 
may help also creative practitioners to learn from each other and to 
4  The ambivalence of the expression ‘anecdotal evidence’ was brought to our 
attention by Marcelo Stamm, that told us an anecdote (Sic!) where Leon Van 
Schaik almost reproved him for using this expression in a slightly negative 
sense.
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of different practices8. 
To sum up:
• 1st order: (aspects of) a project 
• 2nd order: (aspects of) a practice 
• 3rd order: (aspects of) a constellation of practices
Within the first two order of knowledge, we shall distinguish 
the situation when the subject of the inquiry is internal or external 
to the object studied. It is internal when it is the Creative Prac-
titioner himself/herself that investigates his/her own project (1st 
order) or his/her own practice (2nd order). While it is external if 
another researcher studies his/her reflections. 
To make an example: at the 1st order pertains what Deborah 
Saunt calls the ‘Covert House Case Study’, in this case the point of 
view is internal. If a reviewer (supervisor, ER) elaborates a further 
reflection on her Case Study, here we would have an external point 
of view.
At the second order, with an internal point of view, falls Deb-
orah’s PhD Research as a whole (“Orbits and Trajectories, why 
architecture must never stand still”). While we have an external point 
of view in the Focussed View about Deborah that we elaborated 
in this volume. Similarly, what in the so called “Pink Book” (van 
Schaik, Johnson, 2011) are called “Case Study” are located at this 
second order of knowledge, with an external point of view.
To sum up:
• 1st order  
Internal point of view: Study by early-stge researcher (ESR) 
on his/her project 
External point of view: Study by an experienceed 
research (ER) on ESR’s reflection on his/her project
• 2nd order  
Internal point of view: Study by ESR on his/her practice 
External point of view: Study by an ER on 
ESR’s reflection on his/her practice 
• 3nd order 
Internal point of view: Study by ESR on a constellation of 
practices 
External point of view: Study by an ER on 
8  The distinction of these orders of knowledge has been suggested by 
Richard Blythe. See also his lecture Richard Blythe, Three Orders of Design 
Knowledge, October 2014 available online: https://vimeo.com/116316562
What are Case Studies? 
What are Case Studies? Most academic articles would introduce the 
topic with a similar question, providing either a specific original 
interpretation or a detailed -yet never exhaustive- review. A term 
first introduced in social sciences (Frederic Le Play in 1829), having 
wide success in the last decades in management and life sciences, 
has been introduced in Creative Practice Research too, where 
though it hasn’t raised a comparable debate as in other disciplines. 
As it is often the case, successful concepts prove to be malleable: so 
the definition of what a ‘Case Study’ is shifts and adapts according 
to specific contexts and purposes. 
Our context is the ADAPT-r Creative Practice Research, and 
we have at least three main endeavours: First of all, we have to 
define our understanding of the term in order to interpret the mate-
rials of the PhD candidates, and elaborate on them. Secondly, we 
see the opportunity to give wider space to a nascent debate within 
the ADAPT-r arena. Finally - broadening our horizons to a bigger 
scenario - we wish to highlight some characteristic features that 
distinguish ‘Case Studies’ in Creative Practice Research from other 
disciplinary contexts.
There are two main usages of the term ‘Case Study’ within the 
ADAPT-r context. One concerns the use(s) adopted by many can-
didates, to refer to projects studied in their CPR6 , while the other 
is suggested in the ADAPT-r Grant, to refer to a meta-view on a 
creative practice7.
We may locate these two main usages of the term ‘Case Study’ 
at two distinct “orders of knowledge“: a first pertaining to the sin-
gular projects (or aspects of projects), and a “second order of knowl-
edge” when the object of the study shifts from a singular project 
to a whole practice (or aspects of the whole practice, or constella-
tions of projects within the same practice). Finally a third order of 
knowledge can be added, when the ‘case’ becomes a constellation 
6  Here the word ‘Case’ is referred to a project, and the ‘study’ is the inquire 
made by the practitioner himself on such specific piece of his/her work.
7  Here ‘Case’ refers to a ‘creative practice itself ’ while for ‘study’ is meant 
the enquiry conducted on it. From this perspective, each Creative Practice 
Research is in itself a Case Study by definition (Case = Creative Practice; 
Study=Research). However, it must be noted that generally candidates don’t 
use such expression to name their research work as a whole. In this deliver-
able, our reflection on a creative practice is rather called “Focussed View”.
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whole stage of the research (CJ, with his Food Parliament Project 
and Rosanne van Klaveren with her Niva to Nenets art project). 
Moreover, in Creative Practice Research, Case Studies are not used 
for theory building nor for theory testing, unlike in social science9. 
There is no interest in any kind of generalization, as Case Studies 
turns to be the best tool or strategy to capture the singularity of a 
creative practice. Another recognized characteristic feature is that 
in Creative Practice Research a Case Study is a project developed 
and analysed by the practitioner himself: it is crucial that the point 
of view of the analyser is internal to the object of analysis, that 
this is in fact essential to enable to the future development of the 
specific practice. Generally, in fact, a Case Study refers to the 
practice in which the practitioner is embedded, and not to Case 
Studies of other practices. However, we may note some exceptions, 
for instance some practitioners especially at the initial stage of their 
PhD research - namely Cian Deegan, and Steve Larkin- combine 
the analysis of their own work, with an extensive study of projects 
by other architects, calling the latter ‘Case Studies’. More than just 
an “anomalous” usage of the formulation “Case Study” this reveals 
much about the practices themselves and their way of working. As 
Steve puts it in his written interview :
“I think it is important also to highlight that as a design 
practice we rely on Case Studies / references all the time. It 
is a very strong part of our practice. I see the practice of 
architecture as a conversation with the history of architecture 
excavation and developing key themes already present in 
architectural culture. Only by studying past works in some 
detail do we deepen our knowledge of and skill in architecture.” 
Steve Larkin (Case Study interviews)
What if a practice – such as Steve Larkin Architects or TAKA 
put at the core of its practice the study of other practitioners’ work? 
And then, naturally, also in the research context, investigates them 
in depth? How would we call it? Receiving the responses to our 
written interviews on ‘Case Studies’ we were given lists of pro-
jects that Cian and Steve are studying as main references to their 
work. After a few days, in a skype conversation, they corrected the 
answer, explaining that there was a ‘misunderstanding’: of course 
they are analysing the projects of their own practices. We found 
9  G. Thomas (2011) A typology for the Case Study in social science follow-
ing a review of definition, discourse and structure. Qualitative Inquiry, 17, 6, 
511-521
ESR’s reflection on his/her practice 
Of course the three orders are connected: even the first order, 
relating to a specific project, may reflect back not only to a practice 
but also contribute to the third order of knowledge of the discipline. 
Moreover all the three orders of knowledge have their foundation 
and very source in the projects and practice themselves, where the 
tacit knowledge results are embedded and are grounded on.
As we have briefly outlined, the present work, with the Focussed 
Views and with the Cross Views contributes respectively to the sec-
ond and third order of knowledge. However we have opted for not 
using the terminology ‘Case Study’ to name them. On the contrary, 
we use the expression ‘Case Study’ to refer to the candidates’ inter-
pretation of the term, in reference to their projects. This because 
the focus of our analysis has been to look at the multiple ways in 
which their projects play a role in their research. In a broader sense, 
the research looks at the usages of the term by candidates to test 
the use of the term in ADAPT-r. 
We took the challenge to investigate the territory of Case 
Studies without fixing a definition in advance. The idea was to 
investigate it for how it is and not for how we suppose it should be. 
Hence we decided to reduce to the minimum our understanding 
and definition of Case Study, and opt for the most inclusive defini-
tion: a case (a project but eventually also something else) studied in 
depth. The Cross View “wording” responds to the necessity to look 
beyond the word ‘Case Study’, in order to search other familiar 
terms that candidates use to address the projects and objects of 
their studies. By doing so, we hope to raise the question ‘ how do 
we name what we do?’ Looking at other disciplines, there is much 
to learn and adapt, and much to take clear distance from. First of 
all, Case Study is a term used both to describe a research strategy 
and a research tool. In general terms, we can say that within the 
ADAPT-r programme, Case Study is often a research strategy: 
the research process is in fact fully based on the investigation and 
production of projects (cases) to such an extent that it informs the 
whole structure of the research (see section on ‘Structuring’ p.154). 
The object of the ‘study’ being the practice itself (its evolution, its 
mastery, etc.), and ‘cases’ being selected projects through which 
the practice is investigated. However, within the selected candi-
dates, we could also see some examples where a Case Study is just 
a research tool - among others - (CJ Lim, Guangming Smartcity, 
Shenzhen, China that is the only ‘Case Study’ analysed for 20 
pages in a text of almost 400 pages). Even, we may speak of “Case 
-or Project- as Research” when a single projects takes (almost) the 
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Three Metaphors
This chapter offers some possible interpretative frames to under-
stand the work at large, namely the 6 Work Packages as approxi-
mations of main research phases. Three metaphors -Enfilade, Puz-
zle and Net- highlight different views on the nature and mutual 
relationships between such phases.
Working on Work Packages 1.1 and 1.2, we have discovered in 
fact something beyond their singular accounts, not only in terms 
of research strategies, but also in respect to the overall structure of 
the ADAPT-r Research Training Model. This is in fact structured 
around six main phases that correspond approximately to the main 
six PRS10 sequential events. The Project’s Work Packages have 
inherited the names of such Main Research Phases, so that each 
candidate, advancing his PhD work, naturally contributes to the 
Work Packages. The Work Packages’ names refers in fact to basic 
research phases:
• WP 1.1 Case Studies; 
• WP 1.2 Community of Practice; 
• WP 1.3 Identify transformative Triggers; 
• WP 1.4 Identify public behaviours 
including trans-disciplinary impacts; 
• WP 1.5 Explicating Tacit Knowledge 
about innovative practice; 
• WP 1.6 Refinement and explication of methods
These terms were “extracted” by Richard Blythe at the time of 
drafting the Grant, from more than twenty years of work at the 
RMIT11. 
10  PRS stands for Practice Research Symposia. They are crucial to the 
organisation of ADAPT-r. At the seminars early stage researchers present 
their research in architecture/design/arts to the public and to an interna-
tional panel. Fellows take this opportunity to communicate their research 
to a public of peers and receive valuable feedback making the seminars 
an integrated part of the research development. Transition Training and 
Research Methods Training is organised in relation to the seminars along 
with Supervisor Training and PhD examinations. ADAPT-r executive 
board meetings and planning also takes place in relation to the seminars.
The seminars are held twice a year: in Ghent in late April/early May and in 
Barcelona in late November. (source: www.adapt-r.eu)
11  Many of them are in fact present in the so called ‘Pink Book’: Leon van 
Schaik, Anna Johnson, Architecture & Design by Practice by Invitation, 
Design Practice Research at RMIT, onepointsixone, 2011
such episode a promising moment, opening to a wider understand-
ing not of what a Case Study should be, but how the language 
should become more flexible, and increasingly varied and refined, 
in order to respond to the complex and specific realities of Creative 
Practices.
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you could wander within the space. While the ADAPT-r’s archi-
tecture is very simple: six PRS (plus a completion seminar) and 
six phases (that contribute to the corresponding Work Packages), 
the experience of it becomes actually very complex. We suggest 
that we might develop the metaphor of the Enfilade in terms of 
Promenade Architecturale 14, in order to stress the complexity of the 
journey and a sense of surprise. In any case, there is no enfilade 
or promenade architecturale without reference to movement within 
it. In this sense, the PhD phases are just rooms that invite the 
venturous practitioner to walk through. Some may stay, for several 
PRSs, in the same room, some other may run quickly through most 
of them, and will decide to go back, and slow down later on.
The puzzle 
The metaphor of a puzzle refers to the PhD work as an image that 
results from the combination of different pieces. Each Research 
Phase could hence represent a main piece that is needed to complete 
the whole figure, and that needs the right location and connection 
in relation to the other ones. The image of the puzzle was first 
suggested by Johan Verbeke, and it demonstrated to be particu-
larly pertinent while investigating Case Studies and Communities of 
Practice and realizing their connection: for instance, in the work 
of Siv Helene it is evident yet implicit: projects being presented as 
inseparable from a whole field of relations, collaborations, reading 
and travels, in complex constellations. While in Thierry’s Cata-
logue their connection is evident in each chapter, where a group of 
Case Studies are contextualized within specific Communities of 
Practice. Moreover we found out how some projects may work as 
transformative triggers (WP 1.3) and Communities of Practices reveal 
already much about a practice’s public behaviour (WP 1.4). Sam 
Kebbell seems to position his Case Studies piece, in the middle 
of multiple connections: “The Case Studies can serve as evidence in 
relation to changes in my communities of practice, methods, and public 
behaviours” (Kebbell, Case Studies, written interview). 
As a puzzle made of many pieces, also the Research Phases 
corresponding to the Work Packages are only some components 
14  “In this house [the Villa Savoye] we are presented with a real architectural 
promenade, offering prospects which are constantly changing and unexpected, even 
astonishing. It is interesting that so much variety has been obtained when from a 
design point of view a rigorous scheme of pillars and beams has been adopted. . . . It 
is by moving about . . . that one can see the orders of architecture developing.” Le 
Corbusier and Pierre Jeanneret, Oeuvre Compléte 1929-1934, p. 24
We understood that while the Work Packages (1.1 to 1.6) 
are distinct subsets of the ADAPT-r Project, the corresponding 
PhD phases are mutually interconnected. We can thus position 
a main contribution of our work, in a new understanding of the 
ADAPT-r Research Training Model, which results in a composite 
picture made of three images. They are explorative tools, and use 
a metaphor as a main device, with the purpose to highlight differ-
ent aspects of the same ADAPT-r Research Training Model, in 
relation to its main components. These images are the enfilade, the 
puzzle and the net. 
The enfilade12
The sequence of research phases follows a simple logical order: 
from the presentation and analysis of the body of work (with a 
first selection of Case Studies) to the communication of research 
findings, passing by a contextualization of the research in respect 
of communities of practices etc13. Moreover, the number of WPs 
suggests a correspondence with the six main PRSs that occur on a 
chronological sequence each six months. This evidence suggested 
at first the image of an enfilade: a suite of rooms connected to each 
other through a series of doors aligned along a single axis, thus 
providing a vista through the entire suite of rooms. The idea to look 
at the PhD phases as a sequential structure was suggested also by 
the scheme provided by Marcelo Stamm at the Research Method 
Training. The scheme is in turn one version of a series of diagrams 
that have been developed over many years at RMIT (initiated by 
Leon Van Schaik) connecting GRC (PRS) to themes, recurrent 
‘traps’ etc. Like in an enfilade, in the ADAPT-r training model 
there is a clear door to enter (PRS1) and one to exit (PRS7), all 
the intermediate transitions, don’t impede, but rather even suggest 
12  The idea of this metaphor came in a conversation with Kate Heron about 
the sequential nature of the PhD stages being spatial and time related.
13  “ADAPT-r Creative Practice Research is conducted through a structured 
process that commences with a careful documentation to an appropriate archival 
standard of the practitioner’s previously existing body of work. This is accompanied 
by analysis of the work, presented at Supervisory Research Conferences to panels 
of research leaders and to an audience consisting of peers. The creative practice 
research work is analysed within an analytical framework that progresses through 
an examination of the existing body of work which gives rise to propositions about 
the nature of the research questions driving the work and identifies deficits or gaps. 
Mapping and analysis of the practitioner’s enchainment to peers, mentors and 
challengers also places the practice in the context of the communities of learning 
that are focused on those questions. This process commonly moves through three 
iterations to the position of being able to look back over the research and see how to 
communicate the research through a doctorate.” (Annex1 p.10)
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practice research. A language that is not fixed with the purpose 
to ‘objectively’ describe a certain reality, but rather is adaptable to 
the singularity of each case, to subjectively produce new meanings.
of the ADAPT-r PhD research. Not only each candidate seems to 
have his ‘special ones’ but also there are other recurrent themes that 
are investigated by several candidates. To think about the research 
phases in terms of a puzzle, has shifted our attention to other possi-
ble ‘pieces’, both specific to one practitioner (i.e. Deborah: diagrams 
as text, or CJ Lim: drawing the PhD). For instance, the ‘mythology 
of the practice’ is a recurrent piece of the PhD puzzle: many prac-
titioners relate in fact their very new insights to some very early 
experience of their practice, showing how fundamental issues have 
been there -though tacitly- “since ever”. Also some experience in 
Childhood (Influencing the metal space), or a previous background 
in other fields, are often entry points to grasp fundamental quali-
ties of the practice. To such incomplete list of other ‘puzzle pieces’, 
we shall not forget some core topics - developed at RMIT- such as 
Urges and fascinations (Richard Blythe), Spatial intelligence (Leon 
van Schaik) and Mental Space (Leon van Schaik), that most of the 
practitioners undertake. 
The net
With the metaphor of the net we refer to the creative practice as a 
complex system, a veritable sea that can be explored in many differ-
ent ways. Thus, each Research Phase (related to its corresponding 
Work Package) can be considered as a different net, a tool to fish 
into such a sea and capture some aspects, while discarding other 
ones. If we follow such a metaphor, the practitioner is not only 
the fisherman but also the one that knows that sea very well, s/he 
is a fundamental part of it. That’s why s/he doesn’t use any stand-
ardized fishing technique, rather s/he develops the best ones to 
suit the specific fauna that inhabits it. S/He is a craftsman of his 
own nets and develops different fishing techniques. Looking at 
Research Phases as fishing nets that capture different aspects of the 
practice’s reality, we intend to highlight their instrumentality: they 
are tools that one can use at any stage of the PhD process, and at 
each time one can refine one’s way of interpreting and using them.
Such an image arose while noticing how each practitioner 
used specific wording to address the common subjects of the 
Work Packages 1.1 and 1.2. What emerged was a “practice-spe-
cific” wording, able to reveal much of the practice’s particularities. 
This metaphor suggests supervisors to look for the specific under-
standing that each PhD candidate develops of ‘Case Studies’ and 
‘Communities of Practice’, encouraging to develop and strengthen 
such specificities. The image of the fishing net, to a wider extent, 
refers to the generative and creative use of language in creative 
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observing the PhD works with no specific questions in our mind. 
Valentina joined the Barcelona PRS in November 2013 and then we 
both participated to the PRS in Ghent, in April 2014. In July 2014, 
with the precious help of Sigrid Ehrmann (RMIT), the process of 
gathering raw materials from the enrolled fellows started, and we 
collected as well the Catalogues of the Completed ADAPT-r PhD 
works. By the end of the summer, with our surprise, we found out 
that in these materials, there was rarely an explicit reference to the 
work packages’ terminology. Nonetheless, interesting and valuable 
materials matching with the two subjects were apparent. Moreover, 
not only in literature we could not find a definitive, ‘right’ defini-
tion of the terms, but also in the Partners’ meetings there was often 
a vibrant debate around the exact meaning of those expressions15. 
Hence, in front of the PhD students’ materials, we faced a huge 
room for our interpretation: how to address the Work Packages 
with almost no explicit information by the fellows, nor sure defini-
tions from the partners or literature? We turned our problem in our 
resource: the plurality of interpretations was not to be hidden, or 
avoided, but rather we had to further explore it. Such loose defini-
tion suggested a key factor is to use terms that while being common, 
were adaptable and productive within the singularity of each PhD 
research.
Thus, we prepared two written interviews for each interviewee, 
specifically focused on the topics ‘Case Study’ and ‘Community of 
Practice’. No previous explanation of what the two terms should 
mean was given to the fellows, whose responses became hence 
revealing of a plurality of understandings. Beside this, once more 
we could appreciate how each interview brought us into its own 
specific universe, giving confirmation that the common language 
was shaped differently in accordance with a practice’s specific 
15  Namely, in London Sue Anne Ware and Johan Verbeke discussed intensely 
if one should refer to ‘Community of Practice’ only when an actual exchange 
between members occurs, or if the term may also include ‘imagined members’ 
(such as a dead influential architect) that influence the practice. References 
that provide a contextualization to the research work or else people you have 
a direct interaction with? Similarly also the term ‘Case Study’ was discussed 
in its double use referring to candidates’ practices and to their projects 
analysed in the research.  
However, the lack of clear definition and explicit use of the workpackage 
terms is not surprising. Richard Blythe, who played a key role in drafting the 
ADAPTr grant, explained us how he choose these terms to point to common 
tendencies in naming them rather than using clearly defined and explicit 
categories. Part of the value of this document is to explicate this internal 
knowledge, to test the robustness of those terms and to build our under-
standing of them in relation to creative practice research and PhD training.
Back Story 
Who we are
We are two ADAPT-r Experienced Researchers (ER). Valentina 
Signore, is an Italian architect, she studied architecture at the 
University RomaTre, where she gained her PhD in 2012. Her 20 
months fellowship at KU Leuven started in October 2013. Maria 
Veltcheva, is a german-bulgarian architect, she graduated at the 
University Sapienza Rome, where, in joint supervision with Paris 
VIII, she gained her PhD in 2005. Her fellowship at the University 
of Westminster started in May 2014 and ended in May 2015. Our 
main task is to work together on the Work Packages Case Studies 
and Community of Practice. Neither of us, had any experience with 
practice-based research, before joining the ADAPT-r program.
 With different creative backgrounds, both our academic careers 
have been mainly based in Italy, namely in Rome, where such a 
research paradigm has not yet started to enter the debate. We took 
up the challenge to reflect about a completely new and absolutely 
fascinating subject. Thus, we encountered many difficulties and 
resistances, yet we consciously took advantage of our unfamiliar 
relationship with the research object, searching for unusual points 
of view.
What we did: learning from ‘venturous practices’
Our task is to analyse different PhD research works within the 
ADAPT-r program, keeping a horizontal and transversal point 
of view. In particular, our endeavour pertains the Work Packages 
‘Case Studies’ (1.1) and ‘Communities of Practice’ (1.2) (Namely 
the deliverables 2 and 4).
The first evidence we had of a general overview is that each PhD 
research is different. Each research work being deeply interwoven 
with the specific working, living and thinking of each creative prac-
titioner. To preserve such distinctive singularity while keeping the 
overall perspective has been the main challenge of our work. Our 
first task was then to get rid of any pre-defined research questions, 
to “plunge” in the realities of Creative Practice Research without 
prejudices or expectations. Beside this, we also had to address two 
specific topics that define the Work Packages 1.1 and 1.2 and con-
sequently, our attention was already oriented toward the general 
headings ‘Case Study’ and ‘Community of Practice’. 
As a first approach, for some months, we have been just 
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what shall we look at in the candidates’ PhD work, to grasp their 
‘Case Studies’? The multiplicity of terminologies and expressions, 
if made us get lost at the beginning, then became our ally and 
as a Cross View we gave it full relevance pushing it in the very 
foreground. Similarly the Cross Views Choosing and Playing are 
probably the traces of general questions soon abandoned, concern-
ing the criteria and the methodologies that candidates use in the 
selection and analysis of their projects. 
This brief backstory contains elements of truth but is of course 
also a fiction. The process of writing down a list of Cross Views 
concretely took place in Rome in a corridor of the Faculty of Archi-
tecture of the Università degli Studi Roma Tre, during a face-to 
face meeting we arranged in ‘our’ city. The pressure of time played 
of course a role: we had just 2 days to work together, it was Septem-
ber, we had just flight back from London after a meeting with Kate 
and Johan (also Anna Holder was present and assisted the process) 
where we had agreed the questions for the written interviews. We 
had just 2 months and a half to gather materials and write! Maybe 
there was no time to make it complicated, we just wrote down 
simple words, it made a simple structure. The -ing form used to 
name the Cross Views, came quite instinctively, and was immedi-
ately agreed. Looking at the notes of that day it is surprising that 
they are quite ordered. We spoke a lot, wandering around with the 
thoughts, and then we “condensed” still vague ideas into few words. 
The subtitles came only afterwards. However, only in the writing 
process each of these Cross Views clarify its own meaning. Some of 
them changed name (communicating became performing and then 
manifesting, while anecdoting for a while was called storytelling). 
Some disappeared (categorizing or scaffolding), some others that 
at the beginning seemed weak and rough acquired strength and 
definition. Also the name ‘Cross View’ is the result of a contin-
uous jump of the word ‘Across’ before and after the word ‘View’. 
Just an acoustic resemblance with the word ‘cross section’ decided 
the definitive name. Only now the word ‘view’ seems to reveal its 
balancing point of this work. A view is always partial. It refers to 
a personal experience of seeing, but also to an image that you offer 
to somebody else’s sight. 
The Focussed Views come logically first in this document, but 
have been developed in parallel. The idea to write an individual 
description of each Creative Practice Research came along with 
the evidence that each CPR is a unique piece of work. It inevitably 
requires a specific, focussed sight. It was an evident need, and as 
such it has never been discussed that much. The time constraint 
‘natural laws’. Most of the fellows replied to our invitation: we now 
had clear and concise (yet provisory) materials to base our delivera-
bles. Yet, again the challenge was to keep clear from a ‘general the-
ory on Case Studies’/Communities of Practice in Creative Practice 
Research. We name ‘focussed views’ and ‘cross view’ the devices 
that we have developed, in order to explore these 13 Creative Prac-
tice Researches, aiming at highlighting new paths and thematics 
in CPR.
How we did it: focussed and cross-views
We attended the PRSs, there we listened to PhD candidates’ 
presentations and spoke with them, we observed their materials 
collected online16, and we finally read their interviews. The wish 
to give shape to a general discourse rested just an ambition, while 
we were concretely always captured by the singularity of each PhD 
work. But it was a matter of time. Little by little we started to 
notice something. Gradually, things themselves started to come 
to our attention, we started to recognize, to connect, to ‘see’ links. 
We gradually became familiar with what was still impossible to 
precisely define, we started to recognize some s without exactly 
distinguishing their borders. Some of them were particularly 
instinctive, and probably connected to our personal interests and 
backgrounds. Valentina was immediately captured by the perfor-
mance of the Completion Seminars in Barcelona (November 2013). 
That was her imprinting with the ADAPT-r, it connected with her 
interest and experience in the performance arts, and led first to a 
training in Ghent, and afterwards to the writing of the ‘Manifest-
ing’ Cross View. Maria’s imprinting happened few months later in 
Ghent (April 2014) and since her first comments at the Plenary, 
she focussed on the different kind of structures that each PhD 
research deployed. This gradually led her to the development of the 
idea of ‘Structuring’ as it is presented here in the form of a Cross 
View. Other Cross Views came naturally to our attention, namely 
Anecdoting, Metaphoring, Diagramming. This is probably due both to 
the fact that such research tactics are widely used by the candidates, 
and also that they are not so common in the research environment 
we both frequented before. The Cross View Wording can be seen as 
the result of our difficulty to find an answer to a basilar question: 
16  Mainly powerpoint presentations and short abstracts (available on www.
adapt-r.eu), in one case (Steve Larkin) also some mp3 registration of 
PRS presentations . Most of RMIT candidates have also provided some 
documents needed to fulfill the RMIT requirements (namely the CPR 
-Candidate Progress Report- and the CoC -Confirmation of Candidature).
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Cross Views Narrative
Eight Cross Views work as ‘cross sections’ on the complex archi-
tectures of the topic ‘Case Study’. ‘Case study’ is a key word in the 
ADAPT-r program and gives the name to the first Work Package 
(1.1). Looking at how candidates use this term, we decided to focus 
on the study in depth that they conduct on their projects (see the 
chapter “what are Case Studies?”). Candidates start to speak about 
(or just to conduct) ‘Case Studies’ from the very beginning of their 
research, when they select some projects, or aspects of their prac-
tice to investigate further. But you will not find a protocol or an 
established rule that prescribes how to do it or make it. Rather each 
candidate finds his/her own specific way, and even refines it during 
his/her PhD process. 
We can argue that Creative Practice Research is inevitably 
related to the selection and analysis of some projects, that often 
are framed in terms of Case Studies. Case studies may be con-
sidered the primary research tool for Creative Practice Research, 
the veritable skeleton of any argument and the very place where 
main research insights are embedded and manifest themselves. 
A Case Study is no longer the ‘project’ delivered in the practice, 
but it defines the status of the same project once it is inserted into 
the critical and discursive framework of the PhD research project. 
Consequently, the present enquiry into the Case Studies is insepa-
rable from the analysis of the research. 
The aim of the Cross Views is not to define a general theory on 
Case Studies in Practice-based research. On the contrary, what was 
immediately apparent is that each PhD has its own understanding 
of what a Case Study is. Despite their important role in different 
kinds of research, significant differences in their uses and roles are 
to be highlighted. This enquiry of ‘Case Studies’ aims at increasing 
the understanding of the different roles that Case Studies can play 
in every PhD research project. It is argued that this may help both 
a supervisor and a researcher to locate his/her own use of Case 
Studies within the research. Different uses of the same Case Study 
may arise during the development of the research work.
The Cross Views on Case Studies first emerged by observing 
didn’t allow us to arrange individual interviews with all the prac-
titioners, to visit their offices and works. Thus, the Focussed Views 
are the result of an indirect analysis conducted on diverse materials. 
Consequently in each Focussed View it is our personal interpre-
tation of each candidate’s research work at stake. Originally there 
was the idea to make a collage for each of them to express our 
view on their CPR work. Generally it was one of the two starting 
a Focussed View on a Google-drive document shared online, the 
other one following, adding, sometimes disputing some interpre-
tations. Originally we called them in Italian “schede individuali’, 
that became “individual descriptions”, and later a complicated 
‘Venturous Practitioners-Researchers: Reflections”. Only at the 
very end of the process, while reflecting on the ‘Cross Views’ we 
decided to chose a name that would stress the similarities and their 
differences between the two research devices: they are both our 
partial ‘views’, but while the first are practice-focussed, the second 
look across many of them.
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Wording 
Using words to address projects and case studies
PhD candidates use the term Case Study in many different ways: 
generally, either it refers to the projects developed by the practice, 
or to disciplinary references. In the first case, a series of projects 
that are demonstrated to be significant are analysed within the 
PhD research. A Case Study is generally meant as a project that 
is developed by the practitioner himself, before or during the PhD 
process. In the second case, a Case Study might also be a project 
developed by other practitioners. In the venturous practices under 
our consideration, we can see how most of the fellows understand 
Case Studies as a study in depth of their own significant projects 
(Tom Holbrook, Deborah Saunt, CJ Lim, Thierry Kandjee, Siv 
Helene Stangeland, Sam Kebbell). A smaller group understands 
Case Studies as references for their practice. Cian Deegan, 
together with his partner Alice Casey, lists 40 projects that “most 
consistently influenced his architectural practice”: they are architectural 
masterpieces from the 20th century, buildings that he has visited 
in person and examples of vernacular or locally developed archi-
tecture. Similarly, the practice of Steve Larkin “ has a wide platform 
of references” that span from architecture to music. These have been 
grouped into four main categories: Music & Sound, Landscape, 
Spatial Interest and Material Culture. Siv Helene, in a similar way, 
links her own projects to specific thematics: 
a. The experience of the team working with a 
project at different stages in a process. 
b. The development of the RIB structure 
in the project “Vennesla Library”.
c. Expo pavilion and its hierarchical design levels 
related to bottom up and top down processes. 
d. Geopark – as a self generated project were H&Hs 
design philosophy was carried through at many levels.
e. The different epochs in H&H development 
defined through constellations as our living and 
working space, litterature , public behaviour, 
journeys, projects, collaborators, team.
f. The play installation “Ratatosk” related to an 
epoche (how it is embedded in the constellation).
g. The collective housing model “GBS” and the 
venturous practices17 (their work being embedded in the PhD pro-
cess) and turned to be ways to expose them. They are intended 
as operations that any candidate might perform to investigate his 
own practice. For instance, when you investigate your projects, you 
may call them ‘Case Studies’ or else in a different way (wording) 
you may use anecdotes (anecdoting) or metaphors (metaphoring) 
in order to reveal some ungraspable yet significant aspects of your 
practice. Sometimes through drawing, maps or ideograms, you 
may reveal what words find hard to capture (diagramming). You 
may also develop specific techniques to select, at the very begin-
ning of the PhD, a set of projects that have the potential to become 
Case Studies (choosing). Later on, when they have been identified, 
you may develop a mastery in adjusting, changing, creatively shap-
ing your approach, while observing or actively developing them 
(playing). Finally, at the PhD completion, you may set up different 
strategies for different mediums, in order to communicate prop-
erly and effectively your research (manifesting). Finally, all along 
the process, you can understand the whole structure of your PhD, 
looking how you use the Case Studies (structuring).
These Cross Views are to be understood as partial and tempo-
rary. As clarified in the chapter “Outside and Inside the Research”, 
they don’t constitute a receipt for the optimal CPR. Moreover, each 
of them represents a possible trap or cage once it became an habit 
or a comfortable trick. They animate this specific investigation on 
Case Study, however their interest and influence expand beyond its 
limited space.
17  “The venturous practitioner is one who being dissatisfied with the disciplinary 
realm in which they practice seeks to shift, in topological terms, the boundary of the 
discipline and thereby to extend it in some substantial way. That is to say through 
a certain kind of practice oriented in a specific direction, motivated by a driving 
intent, and which proceeds according to a systematic and grounded process the 
venturous practitioner contributes to knowledge. These qualities of dissatisfaction 
(meaning that there is a certain lack of satisfaction with the discipline ‘as found’ 
which motivates the venturous practitioner to seek change), intentionality and 
grounding differentiate the venturous practitioner from professional practice. These 
qualities however, do not in any way preclude professional practice from venturous 
practice when that professional practice also demonstrates these qualities. In other 
words, the venturous practitioner, whether or not she is involved in professional 
practice, is engaged in research.” Richard Blythe, An Epistemology Concerning 
Venturous Design Practice Research in Architecture (to be published)
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overview at the very beginning of the catalogue. 
•  Oeuvre (7) “From the early days of the practice, the 
establishment of an oeuvre, which defined 5th Studio’s approach, 
has been critical. Growth has forced us to articulate more explicitly 
the nature of the coherence across the body of work, as more 
than the sum of all the individual projects”. (ibidem p.14);
•  Archive (7): “A review of the archive has been undertaken, 
in a process analogous to a literature review. This review 
has led to a comprehensive catalogue of past projects and the 
re-structuring of the practice website so as to make many of these 
projects publicly available for the first time.” (ibidem p.8); 
• Exegetic projects (6): are three live projects 
in progress in the PhD work;
• Early projects (4) are used to open 
the themes of the research; 
• Significant projects (1) “From this archive, a number of 
significant projects have been identified and clustered. These 
clusterings have been validated through seminar discussions with 
colleagues in the practice. The selection from the body of work 
has been explored via the process of presentation and discussion 
through structured peer review at biannual research symposia, 
held at the Sint-Lucas Hogeschool voor Wetenschap en Kunst, 
Ghent, Belgium, and at RMIT Europe, Barcelona”. (ibidem).
pilot project “Vindmøllebakken” as a project 
developing throughout the PhD- period. 
h. The masterplan of a small city “Brekstad” as a 
commission carried through during first period of PhD.
i. A lecture at the yearly national seminar of the Norwegian 
Architecture Association (Case Study, Written Interview).
We can notice how Siv Helene considers not only proper pro-
jects, but also ‘lectures’ (I), the “process of team working” and a 
specific component of a project such as the RIB structure (B)18. In 
fact, among all the researches under our consideration, not all what 
is called ‘Case study’ is a project. For instance Steve Larkin consid-
ers some pieces of music and sounds, and cultural materials, such 
as artefacts of Irish vernacular culture or sketches of studies of built 
material cultures. Under the terminology ‘Case Study’ are consid-
ered different typologies of projects, from small to large scale, or 
from ‘furniture to infrastructure’ (Tom Holbrook) from built to 
unbuilt, from private to public (Deborah Saunt), from hidden to 
exhibited, from unknown to awarded, from concepts to manifesto 
(CJ Lim), from the arts to architecture (Steve Larkin), from early 
to ongoing projects (most of the candidates). Despite the fact that 
generally Case Studies are projects, not all the projects analysed 
in the PhD are named ‘Case Study’. Each fellow chooses his own 
wording to address his work. The vocabulary expresses different 
meanings and relationships within the body of work. Such words 
open paths of reflections and investigations in multiple directions. 
They can, in fact, reveal a specific direction in the research work. 
Tom Holbrook’s completed PhD dissertation is a good example in 
the use of a rich vocabulary, made up of different wordings: 
• Projects (121 times); 
• Case Studies (24) are the projects analysed in 
depth in each chapter: they are not a “separate 
catalogue raisonné of projects’ but “are embedded into 
the main narrative.”(Holbrook, Catalogue p.8); 
• Body of work (9) (ibidem) refers to a general 
18  This has been recognized in the wider program: what is being researched 
is also process, structure meaning and social structuring. This is reflected 
in Stamm’s work on constellations (social structuring), M.Stamm, 
Konstellationsforschung, Suhrkamp, Frankfurt am Main, (2005), Leon’s 
work (Leon Van Schaik, Mastering architecture: becoming a creative 
innovator in practice, Chichester, Wiley, 2005) and on Randall Collins (R. 
Collins, Sociology of Philosophies: A Global Theory of Intellectual Change, 
Cambridge: Harvard University Press, 1998).
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she hints how beyond the single project, there is a “whole creative 
field where different themes are influencing/relating to each other” 
(Interview).
On the other side Marti Franch uses recurrently the metaphor 
of ‘confetti’ to address a specific device that he uses in different 
projects. The metaphor allows him to remark continuity in pro-
jects where he locates random in the landscape small “entities” in 
a playful way. 
In other cases, a main metaphor is used to describe the general 
approach that the practitioner applies to any project: for Sébastien: 
bricoleur; Eric: gardener, Marti: explorer (rather than an exporter) 
in the initial phase of any project, Thierry uses the image of ‘rose 
pruning’ as a model for action. He uses also different metaphors to 
describe different ‘modes of practice’. And each of these metaphors 
characterizes a cluster of projects: gardener, orchestrator, enabler.
Metaphors can be used also to describe the research approach, 
as in the case of Johan Van Den Berghe who, as he was suggested 
by Leon Van Schaik, uses the forensic metaphor to better define his 
method of “participant observation”: 
“...I would like to call my research participant observation. I 
went undercover, I am both witness and accomplice, and 
I will inform you about what I have seen and done on the 
crime scene. Some of the projects described are like a crime 
scene investigation (the projects of my practice). Other projects 
are rather a crime scene reconstruction (My Grandmother’s 
House). Still other projects are ‘new crimes’, as to feel the kick 
again, just to be able to tell you how it works.”
Jo Van Den Berghe (Catalogue, Book 2, p. 4)
It is important to notice how, on a limited amount of venturous 
practices analysed, the use of certain metaphors recurs: gardener 
(Thierry, Eric) and bricoleur (Sébastien, Tom). Both stress a ‘soft’ 
intervention of the practitioner, which deals with the existing in 
order to facilitate growth (gardener) or to assemble it in an unex-
pected way (bricoleur).
To conclude, “metaphoring” results to be a fundamental device 
for practitioners to capture their practice and their role within it. 
It plays a key role in unpacking Case Studies but it is not limited 
to this. Rather the use of metaphor results to be a general way of 
thinking for creative practitioners, in relation to their whole prac-
tice, life and work. For instance Deborah Saunt describes herself as 
a Chameleon whose ability to adapt reflects her ‘ juggling’ between 
the roles of “teacher, developer, heritage expert, architect of fine 
 Metaphoring
Using metaphors to describe Case Studies
Many candidates use metaphors to describe their Case Studies or 
to describe themselves and their roles as practitioners. Thinking in 
metaphors appears to be not only a tool to communicate but also 
an effective stimulus to the interpretative capabilities of the crea-
tive researcher. Metaphors are not just a rhetorical device, on the 
surface of an appealing communication, rather they play a key role 
in disclosing the knowledge embedded in the practice. Through a 
metaphor the candidate in fact opens new path and horizons in his 
reflections. These metaphors work, in fact, by bridging together 
two concepts from different domains. By placing a concept from 
one context to another, the strategy of Metaphoring reveals some-
thing new that would be impossible to reveal in a linear thinking. 
Moreover, it should be noticed how thinking in metaphors is a 
typical device for creative people: it is not just a tool limited to 
the research context, but first it is used in the design practice. For 
instance, the observation of nature is the main source of inspiration 
of many practitioners, such as Siv Helene. In a similar way as she 
observes trees to develop architectonic structures, she also finds 
inspiration in the stars to disclose her practice in her second PRS. 
In the case of Tom Holbrook, the metaphor is part of the narrative 
strategies to communicate with the client (i.e. the ‘cornucopia’ in 
the Lea River Park p.41) and continues to play a role also in the 
narrative of the Research Catalogue.
When we attend a PRS we shouldn’t be surprised to hear a 
landscape designer or an architect describing his own role as that of 
‘a gardener’, of ‘an orchestrator’, or of ‘a bricoleur’. We may attend 
a presentation where epochs19 and constellations are at the centre 
of the discussion, but yet the field of inquiry is not astronomy but 
architecture (Siv Helene). 
Often a metaphor is used to describe the projects themselves, 
both from a general perspective and in detail. For instance, Siv 
Helene uses the term ‘constellations’ to address her whole body of 
work in relation to her living and working space, literature, public 
behaviour, journeys, projects, collaborators, team. By doing this, 
19  In astronomy, an epoch is a specific moment in time for which celestial 
coordinates or orbital elements are specified, and from which other orbital 
parametrics are thereafter calculated in order to predict future position. 
(http://en.wikipedia.org/wiki/Epoch_(October 2014)
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Anecdoting 
Telling anecdotes relating to Case Studies
Anecdotes seem to have the power to condense in one the emer-
gence of insights with the serendipity of life. That is the case of 
Deborah Saunt, when she introduces her first Case Study, Covert 
house: 
“In 2006 I wrote an unsolicited letter. I had decided that 
I must at least try to build my own house. “Dear Lady 
Denham, I would like to buy your house.” I was quite honest 
explaining my intention that I had scoured Ordnance Survey 
maps to find a site on which to build a home and that her 
large garden offered a potential opportunity. After carefully 
explaining how the development appraisal generated the site’s 
value she said, “yes, I would love to sell you my house.” So I 
bought a garden, and sold on the original house. This was a 
tactic another architect (Joanna van Heyningen, editor’s note) 
had told me about when I was training. She had told me this 
precious advice and I had always remembered it. She said the 
only way you can be truly independent is to realise the value 
of what you bring to any project; without you, the chances of 
maximising real value is lessened; You hold the key.
In the course of the transaction, Lady Denham gave me a 
copy of a letter that she had found under the eaves in the attic 
when she had acquired the house in the 1960s. The person who 
eventually built her house, hidden behind a row of terraced 
houses, wrote this letter in 1871 and was also asking if he 
could buy a garden, because he too wanted to build a new 
house in the large garden of an existing house. My action 
places me within a speculative tradition that has existed on 
this site (just 2 miles from Parliament Square) for over 140 
years. Through analysing this project I have discovered that 
I am also part of a grander tradition, that of the architect as 
agent, by which I mean the way one decides to behave as an 
architect, how you bring agency into your endeavours, is as 
important in architecture as the qualities within the work 
that you make.”
Deborah Saunt (Catalogue p.70)
small buildings at the same time as large, commercial, commis-
sions or public works.” p.31 (see diagram p.31). Another animal is 
used by CJ Lim to reply the question: Who I am like? Where he 
refers to the image of a Black sheep in the flock to state that his 
“architecture and position have little in common with the majority 
practices” (p.365). Moreover, for his completion seminar, uses the 
alimentary metaphor: he describes himself as a farmer that has 
grown food (knowledge) and serves it to the jury. Such a metaphor 
is strictly related with the subject of his PhD research, whose title is 
“From smartcities to the food parliament: an investigation into the 
urban consequences of food transparency” . Rosanne Van Klaveren 
wonders if she should behave as a wolf wearing sheep’s clothing, 
when in more ‘orthodox’ academic context she has to defend her 
artistic research. Marti Franch, reflecting on his role within his 
wide net of collaborators, hesitated in PRS1 in defining himself as 
a “virus, assembler, synthesizer or narrator”.
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test interactive drawing sessions as a powerful instrument 
in demonstrating and disseminating the designer’s ability 
to project spatial transformations. Approaching the project 
from two locations (the site itself and the mayor’s house) 
served as an open conversation between site, programs 
and ‘wish lists’ that were articulated into a broader agenda. 
What did the live drawing really do? In short, it was an 
act of co-production that made instantly visible on a map 
a possible spatial framework. While drawing the site onto 
the map, projected forces were tested and visualised, whilst 
incorporating the comments of the mayor. During the 
drawing, a hierarchical ordering between site and projected 
transformation was articulated. The drafting in fact 
embedded a strategist approach. On site and in the workshop, 
Sébastien Penfornis and I tested through scenario-making the 
potentials and the limits of the possible relation between the 
site’s conditions and the mayor’s projections. One of our main 
aims was to convince local politicians to adopt new urban 
forms that would accept a densification of the urban-rural 
fabric.”
Thierry Kandjee (Catalogue p.70)
Anecdotes can refer to specific moments during the research 
process that have influenced its development. In this sense, they 
constitute triggers for the progress of the research. Of course these 
moments can happen in a “research context” such as conversations 
with the supervisor, a comment from the panel in a PRS session 
(for instance Tom Holbrook opens each chapter of his Catalogue 
with a quotation from different PRSs). Nonetheless, very often 
these “PhD moments’” occur “in the medium of practice itself ”. 
This is the case of Deborah Saunt, whose understanding of her 
practice had a main shift in the moment she brought the model of 
Covert House from her private house to her Studio: 
“We took this private project and put it into the process of our 
studio. So there was this moment of tension where something 
very private was going to be subjected to this process of review” 
(Viva - PhD Completion, Video on Vimeo).
“The Covert House “came out of hiding” and became actively 
part of DSDHA’s body of work created alongside the other 
projects in the Studio, rather than remaining private, due to 
We can notice how Deborah places an anecdote in the anecdote: 
the tactic suggested by the other architect and in particular her 
warning to ‘hold the key’ in any project becomes a background 
that influences deeply her understanding of the whole project. In 
the second part of the story, the incredible coincidence of the dis-
covered letter from 1871, plays the crucial role to anticipate her 
understanding of being part of a grander tradition, and allows her 
to open a wider reflection on her role as an architect.
Anecdotes can be used to emphasize and explain concepts. A 
simple yet significant moment can serve to give ‘consistence’ and 
grain to a general statement. That is the case of Tom Holbrook, 
when he describes the Case Study of Eden Street. Tom mentions 
how a series of detail drawings were made only ‘after fact’ to suit 
the publication routines of a German architectural magazine. Here, 
more than just reporting a curious event, Tom gives the reader a 
glance on the approach he was adopting at that time: 
“These early projects were quite often developed on site, 
combining an in-depth understanding of the host structure 
(historical research, measuring the physical fabric for a drawn 
survey, construction of study models), with an improvisatory, 
contingent response” 
Holbrook (Catalogue p.24)
Often anecdotes refer to the relationship with the client and 
serve to reveal tactics, devices, coincidences that have allowed a 
project to develop in a certain way. They hence reveal a mastery of 
the office in persuading the clients to reformulate their own prior-
ities. Not only the capacity to envision the future, but to make it 
envision to the clients. They show a tendency to take risks, to pro-
voke the clients and to challenge their expectations. For instance, 
Tom Holbrook, in the description of Christ’s Pieces mentions how 
taking the initiative to involve different authorities in a workshop 
allowed the project to develop: it moved from a sum of individual 
perspectives to an holistic rethinking of the whole urban block and 
park edge. (Holbrook, Catalogue p.37”) 
Sometimes anecdotes refer to an unexpected event that turned 
to be revealing, as it happened to Thierry, in the Case Study “E2 
Living Coastline”:
“In one session, in which we did not have any maps, we 
created a projection space. Our first experience of mediation 
was played out upon this improvised surface. From drawing 
projects to projecting (FIG. 1), we had the opportunity to 
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Diagramming
Drawing diagrams to investigate Case Studies 
Diagrams are much used in the different research outputs and 
moments: particularly during each PRS. We find diagrams also 
in different contexts and themes. We can observe that there is no 
“standard” kind of representation or mapping. 
Diagrams range from clear to foggy (each having their qual-
ities). They could be very clear and schematic, or ambiguous and 
instinctive. Often diagrams are difficult to understand in the first 
lecture, and need to be explained with annotations and legends, or 
they could be interpreted in very different ways. Often they have 
their own aesthetic that speaks to the observer in a direct way. 
Diagrams as research tool 
Diagrams are used as a research tool in constant development 
during the research process extracting the research from the prac-
tice. Leon van Schaik calls them “ideograms” and they display a 
peculiar relationship between the sign and the thinking process. 
As Richard Blythe puts it: 
“To imagine that Leon van Schaik’s ideographs represent a 
thinking process would be to miss the point. They are not 
representational but rather they are the thinking. Thinking 
in action if you will, concretised in a drawing. To make this 
claim in our post-Socratic world is radical in that it suggests 
that the movement of the arm and hand are integral, it is to 
claim that the body thinks20”. 
Richard Blythe (2008)
Deborah Saunt writes: “I have drawn my PhD, to represent in 
sketches the process of reflecting on my practice” (Catalogue, p.18). 
She gave also explicit titles to the diagrams. For instance “Why 
architecture must never stand still”. 
20  Richard Blythe, “Thinking about architecture, thinking about architects 
2000 – 2008 ideograms by Leon van Schaik explained”, in Ideograms, Lyon 
Housemuseum, Melbourne, Victoria, Australia, 2013. Catalogue Essay 
of the International Travelling Exhibition, Thinking About Architecture, 
Thinking About Architects, 2009- 2010, Ideograms by Leon van Schaik.
the PhD. It could be embedded into the day-to-day life of the 
practice” 
Deborah Saunt (Catalogue p.76)
In the case of Deborah Saunt there was a ‘key remark that helped 
the rhetoric of their design methodology evolve”. That was when Mark 
Irving - a friend, ex client and recently collaborator- saw the model 
of her house (Covert House) during one ‘passeggiata’ that she 
organized in her office during the PhD process. The fact that he 
remakes a similarity between that model and the work of Chillida, 
made her reconsider deeply the nature of her work. 
Why Creative Practice Research narrative is so close to sto-
rytelling and often implies the use of anecdotes? Probably one of 
the main reason is that the knowledge is often already ‘embedded’ 
in the practice, and much of the research process is a journey of 
awareness that turns what was implicit -but already there- to be 
explicit. Thus the account of the process by which such knowledge 
emerges becomes essential. Moreover, storytelling allows creative 
modes of reasoning that are not always linear and consequential, as 
it is required in other disciplines and research paradigms. Similarly 
to design practice, also in Creative Practice Research, the thinking 
develops by sudden jumps, intuitive turns and unexpected twists. 
Anecdotes, in particular reveal a typical aspect of Creative Practice 
Research: time is not linear. Generally Creative Practice Research 
is not fixed in a predefined agenda, but it unfolds on the way, con-
stantly open to the unexpected. As such, time is not experienced 
in a mere chronological way, but rather as a medium of intensities. 
Anecdotes show how very small events may become big in impor-
tance in the PhD. They prove how hazard and improvisation are 
given full relevance in the research development. 
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Collage diagrams
A Collage/Surrealistic diagram by Tom Holbrook, elaborated as a 
first attempt to sort his archive of projects, explains the thematic 
of his projects/Case Studies, and gives a visual interpretation about 
how they are regrouped in the PhD work, especially in the cata-
logue. Tom uses collages also in his practice.
Landscape-like diagrams 
Siv Helene Stangeland uses different aesthetics to drawn/design/
project her “thinking landscapes”. Objects (projects, exhibitions, 
lectures,…) and text are interconnected in the diagrams, designing 
in a very clear way how she thinks about her projects/Case Studies 
through her work and life. Siv gives in such landscape-like diagram 
a geographical, three dimensional and time dimensional vision of 
her Body of works and Cases studies. 
Diagrams as tools to discover or to represent 
Diagrams are sometimes very instinctive and they are a good 
medium where the practitioner materializes his or her own think-
ing. They are the medium where knowledge arises, between think-
ing and text, like a draft. 
For architects the draft and the sketches are the very beginning 
of a basic research. They help to represent concepts, organisations, 
and connections. In other cases diagrams are developed to commu-
nicate something that is already known, they help to better explain 
a text, like an organogram. 
We can advance the hypothesis that architects while designing 
are in the “blue skies research”, where “real-world” applications are 
not immediately apparent21. 
Steve Larkin uses “subconscious” diagrams to discover concepts 
and for him they are very useful to understand and shape a research 
methodology. 
Deborah Saunt uses along her research different kinds of dia-
grams representing concepts, organisations, and connections. See 
the diagram: “Design Methodology, 2005: Highlighting key deci-
sion moments”
21  Blue skies research (also called blue sky science) is a scientific research in 
domains where “real-world” applications are not immediately apparent. It 
has been defined as a “research without a clear goal” and “curiosity-driven 
science.”
Annotated diagrams
This kind of drawings is a working tool. Deborah Saunt uses them 
as research tool, and she puts her notes in the Catalogue. This kind 
of diagrams are very difficult to understand, but give us an idea 
how complicate could be the way to arrive to a very simple concept. 
Annotated diagrams also materialise brainstorm processes. 
An annotated diagram by Siv Helene Stangeland shows a 
slightly different process. The diagram is a composition of differ-
ent kinds of diagrams, and reflects her particular way of thinking, 
able to embrace complex and heterogeneous elements in a wide, 
overarching perspective. The annotation follows their elaboration: 
she goes back to them after PRS1, finding new links, highlighting 
elements to develop, annotating comments from the panel.
Different aesthetics 
Each diagram has it own aesthetic that embodies the underlying 
character of each practitioner. There are different kind of graphics: 
handmade or digital, abstract or figurative, collage-surrealist-like, 
with or without pictures, table/matrix, geometrical, iconics, using 
primary figures, painting-like, architectural-like, design-like, 
landscape-like, etc. 
Abstract diagrams
Diagrams can be very abstract, without text and annotations, just 
few lines on a sheet, but they explain in a very clear way a concept. 
Deborah Saunt, explains with such a kind of drawings her “ journey 
through their values” (Design influences and conditions, Design 
actions, Design values) and the arriving to a “good” project (rep-
resented by an abstract diagram). See the diagram : “Orbits and 
Trajectories: A journey through our values” and “A “Good” project. 
Handmade diagrams 
Architects seem to have fewer occasion to design by hand. Hand-
made diagrams are thus becoming expressive and research tools. 
For some like Siv Helene drawing is an essential activity both in her 
practice and in her reflection about it. Jo van den Berghe also uses 
hand drawing to represent his Case Studies in a landscape-section. 
Steve Larkin makes use of handmade diagrams to materialize ideas 
or concepts, to understand the reference world of his Case Studies. 
Is like a pre-text, something that is coming before the word? 
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values of each project and to then map these in a comparative 
way across the practice.”22
Richard Blythe
Time diagrams
The Time is another parameter often considered in the research. 
Time diagrams are the basis to give a “compositional grid”. We can 
observe a large application in the work of Tom Holbrook, where 
this kind of representation highlight his core theme “evolutions” 
but also in the work of Jo van den Berghe and in Deborah Saunt 
when they reflect on the research process.
Architectonic diagrams
Cian Degan uses a very “architectural way” to draw his diagrams. 
He represents his case-studies/references via icons.
Research space diagrams
Johan Van Den Berghe uses a diagram to promise himself a 
design-research table that he later realizes.
22  Richard Blythe, An Epistemology Concerning Venturous Design 
Practice Research in Architecture (to be published), 2013, “Thinking about 
architecture, thinking about architects 2000 – 2008 ideograms by Leon van 
Schaik explained”, in Ideograms, Lyon Housemuseum, Melbourne, Victoria, 
Australia
Diagrams as texts
Sometimes diagrams are used instead of texts to describe different 
architectural concepts. In this sense the definition of Mark Garcia 
is pertinent: 
“A diagram is the spatialisation of a selective abstraction and/
or reduction of a concept or phenomenon. In other words, a 
diagram is the architecture of an idea or entity.” 
Mark Garcia (Diagrams of Architecture, 2012).
Deborah Saunt uses diagrams as texts. In fact, words and text 
are both present in her diagrams. So we can say, that this kind 
of diagrams are more a tool to give an order, to give connection 
between different concepts (represented by words). See the dia-
gram “The manner we do it. The actions of a project”. 
Diagrams to measure and to visualize the projects
Known kinds of diagrams (i.e. spider diagram) are interpreted 
in different ways by researchers. They are used like a matrix, to 
organize or categorize the Case Studies, to measure values, time, 
to visualize themes, etc. They are used in a typical architectural 
way of thinking. 
Spider diagrams
The spider diagram by Marti Franch Battlori uses different param-
eters to categorize and to connect his projects. 
Deborah Saunt uses the spider diagram to categorize her 
projects using 8 parameters. See the diagram: “The project per-
formance 8 Criteria”. Deborah uses the spider diagrams in a sim-
ilar way Martyn Hook does in his research. As Richard Blythe 
observed 
“Hook and Saunt in their PhDs, adapted the spider diagram 
used as a tool in categorising wines according to qualitative 
characteristics to unpack (as Hook describes it) the qualitative 
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Playing
Finding tactics to deal with Case Studies in the PhD
Candidates use different strategies to study and analyse their body 
of work: projects, Case Studies, or a specific Case Study. Not for 
all the candidates the tactics are explicit in the beginning of the 
research work, but often they take form and become conscious 
methodologies only during the process. 
That is the case of Deborah Saunt. She uses a “strategy” to 
group the projects according to “values” (criteria), what will permit 
to identify the “best” Case Studies Projects. Deborah proposes five 
categories to score the projects. After testing them, she adds three 
other categories. She thus uses eight criteria to assess the “Project 
Performance” of each project of her studio: City, Materiality, Gar-
den, Clarity, Environment, Appeal, Awkward, Recognition. In the 
chapter three “Interrogating the evidence in the work we make”, 
she explains: 
“Trying to score the Work: 
To begin, having tried to distil general characteristics evident 
in our work in the previous chapter, an assessment was 
devised to make a calibrated overview in a more comparative 
way. Several different gauges were plotted that enable a direct 
comparison of the way in which projects reflected 5 specific 
issues that came out of the first assessment of characteristics 
revealed in the previous chapter.  
The condensed categories were: - City/Social - Garden/
Veranda/Hybrid - Environmental - Awkward - Material 
Issues” 
Deborah Saunt (Catalogue, p.48). 
To this five she then adds Clarity, Recognition and Appeal.
Colm Moore with his partner Andrew Clancy uses another 
tactic in their office: “Conversations” to reflect on their work23. 
They give this name to all what is happening in the making of a 
project and after its completion. The “Conversations” move then to 
other projects: they are used through the concepts of new projects 
or to explain other projects. Colm is currently at the 3th PRS and 
this tactic will probably develop and become more evident in his 
23  “Conversations” remind to the Chapter “Design as a Reflective Conversa-
tion with the Situation” by Donald A. Schon, “the Reflective Practitioner”.
Choosing
Selecting Case Studies in the first stage of the research
Creative practitioners attending the ADAPT-r program have accu-
mulated a substantial body of work. As a consequence, at the first 
stages of their PhD process it is the moment to carefully look for 
the evidence whichh is there and make a first selection of projects 
to discuss with the supervisor and present at the PRSs. In a second 
phase, it may become revealing to observe what has been left out of 
the first selection, or else what has been discovered later.
Each candidate has his own specific selection tactics. Siv 
Helene, during her first PRS presented projects that more explic-
itly expressed the qualities of the practice, giving at the same time 
an overview of the different typology of work conducted at the 
office (from large scale intervention to participatory process). The 
underlying theme ‘Sustainability’ constituted the fil rouge between 
them, and it captured much of the attention during the discussion. 
In her second PRS she completely changed tactic: she avoided to 
stress any specific architectural theme, and focussed on the rela-
tionship between the place where they worked and their projects. 
She focussed also on the first project they made (the renovation 
of the Herring Sea House restaurant, Stavanger, 1995), a rather 
small and not well known project, that though marked a significant 
shift from ‘student-like’ attitude, starting from concepts, to a more 
sensitive and open attitude of “listening” to the place.
Marti Franch, in his first PRS, grouped EMF’s projects around 
key ideas: Distilling Identity and Consubstantiality; Landforms; 
Natural Infrastructures, ‘4D’ Time Grounded design, Undo, 
Reclaim, Recycle; Choreography, the Design of Experience. It 
became a rich speech mirroring a rich practice. The audience was 
particularly captured by the ‘Undo’ theme (Club Med rehabilitation). 
Cian not only selects some projects by TAKA, but also extends 
the choice to buildings and projects by other architects; while Sam 
Kebbell consciously excludes the projects that are more ‘excep-
tional’, in order to focus on projects that can be relevant for the 
future practice.
Several tactics correspond also to different criteria in the choice: 
instinct, intuition, fascination, search for distinction and identity, 
connection with the past, projection to the future.
5756
C
ase S
tudies Valentina S
ignore, M
aria Veltcheva, Johan Verbeke and K
ate H
eron
Manifesting24
Showing the knowledge embedded in Case Studies 
There is a moment where the knowledge embedded in the Case 
Studies becomes apparent in its very nature and strength: that is 
the PhD completion, where candidates, rather than just describ-
ing or reporting what they have discovered about them during the 
PhD process, literally manifest it, at the presence of the jury and 
of the audience. 
Attending a PhD completion during a PRS can be an amazing 
experience: it can perturb any expectation and challenge the most 
established academic canons, and at the same time the result is rig-
orous -in its own terms- and definitely convincing. As you can’t find 
homogeneity in their works, you will not find it in their different 
PhD completions: each PhD candidate in fact, designs a specific 
setting and choreographs his own performance. What is behind all 
this? What drives candidates in such diverse and uncommon direc-
tions? There is something specific of Creative Practice Research 
that seems to naturally challenge the very moment of any PhD 
process: its completion. First of all, in the ADAPT-r context (in 
continuity with the RMIT tradition), this is not called ‘defense’. 
Evidently there is nothing to be defended, as for instance research 
insights don’t belong to the family of ‘truth claims’. The expression 
‘Exhibit’ is preferred: it refers to the action of showing, exposing 
and publicly displaying the discovery. The viva25, the living pres-
ence of the practitioner, becomes essential to turn what would else 
be an exhibition, into an action, into something happening in the 
here and now. Candidates don’t simply report, describe, represent, 
their work and Case Studies. They don’t simply communicate 
information to the audience but rather they make the audience feel, 
experience the insights that they got out of their work. How do 
they manifest them? How, in the here and now of a viva, can they 
make such insights present again at the presence of the audience 
and jury? Each candidate does it in his/her own way: s/he displays 
24  This Cross View is based on the Research Method Training offered by 
Valentina at the Research Method Training in Ghent April 2014,
25  A Viva voce is ‘an oral examination, typically for an academic qualification’, 
derived from the Latin: ‘with the living voice’ (Ask Oxford 2006). In the viva 
you will demonstrate your ability to participate in academic discussion with 
research colleagues: ‘with the living voice’. (Univesity of Leicester website). I 
personally prefer to erase the term voce, to emphasize that what is living is 
the whole being - voice, body, thoughts etc- of the researcher.
further research. 
A kind of “Design strategy” leads the research of CJ Lim and 
takes the shape of a “manifesto”. He “plays” with the history of 
Smart Cities, by giving first a solid theoretical context, creating 
a huge mental-visional platform, where to build his “Food Parlia-
ment”. His illustrations are a fundamental medium of the method-
ology to explain the concepts. 
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On the right side, displayed perpendicularly to the wall, a low table 
hosted the catalogue, a projector displaying an animation, some 
scale models, (among which, Covert House was the most far away 
from the wall). The lines of the wall and the table created a triangle, 
along whose diagonal were disposed the seats of the audience and 
the jury. The jury took seat together with the general audience, on 
the right extreme of the diagonal.
Also the animation was a medium able to communicate an 
insight of her research that was else difficult to express verbally: 
the video showed a movement of orbits creating collision, changing 
their trajectories, continuously perturbing the given situation. It 
thus provided a feeling, more than an explanation, about how the 
design process in her studio works.
CJ Lim. 
First of all, we may note that CJ Lim is a ‘special case’ in respect 
of the ‘Case Studies’ issue. As in his catalogue he doesn’t properly 
analyses his projects as ‘Case Studies’, but rather the thesis itself is a 
project, the same happens in the medium of the viva: as he designs 
a whole world, a whole experience in the written text, he does so as 
well in the physical space of the PhD Completion.
In the case of CJ Lim’s Exhibit, we can identify two different 
roles and acts by which he manifests his research work. Looking 
at the setting we can immediately see how he clearly distinguishes 
between two audiences: the general public and the jury, rotated 
respectively of 90°. The position of CJ faces the jury, while the 
audience can see only his profile. Also the materials are displayed 
in a way that the general public is excluded from the sight: the 
projection on the wall faces the jury and is on a plane perpendic-
ular to the sight of the public. The drawings that CJ extracts from 
his wooden structure are elegantly served on the examiners’ table, 
which is again on a unreachable plane for the public sight. As a 
consequence, the audience and the jury had two completely differ-
ent experiences.
We can imagine to assist to the viva from the point of view of 
the examiners (you can get closer to that experience by looking at 
the video available online http://vimeo.com/84726131). CJ starts 
his presentation by making an explicit analogy between food and 
knowledge and of himself as the one that serves it.
“I will serve you today a presentation in five parts”. “... this is 
my little allotment [he points at the wooden structures containing 
his drawings] and from this I will then translate it into the field of 
which I will feed you the information later.” 
a different setting, establishes a different relationship with the jury 
and the general audience, s/he plays a different role, and performs 
different actions to be effective. 
Deborah Saunt
There was a particularly ‘dense’ moment at Deborah Saunt’s com-
pletion in Barcelona, when she seemed to play the role of a ‘min-
ister’ in a ritual, able to make happen again something that had 
taken place in a ‘mythological’ past. It was the moment when she 
picked the model of the Covert House from the low table in the 
corner, showed it to the public, and positioned it on the panel on 
the wall. In the meanwhile, she was telling the anecdote of the 
moment when she took that model from her house and brought it 
in her studio, where it became a fundamental trigger of reflections 
in her research process:
“We took this private project and put it into the process of our 
studio. So there was this moment of tension where something 
very private was going to be subjected to this process of 
review”26 
By performing that series of actions, and uttering these words, 
she made the audience feel and participate to the relevance of that 
shift, as a suite of the displacement of the same scale model from 
her house to her studio. The importance of this Case Study was 
again recalled at the very end of her speech, when she concludes:
“...The answer is that obviously Architecture must never stand 
still. (Orbits and Trajectories: Why Architecture Must Never 
Stand Still is the title of her Catalogue. editors’ note) This 
simple revelation has been rather like this project [she takes 
again the model of Covert House and shows it to the public, 
and put it back against the wall] with which we started the 
Cover House. In order for architecture to be successful, it has 
to be not separate, not put in a corner, not left in the cold. 
Architecture has to be part of this [she points at the wall] much 
greater culture and dynamism. Thank you.”27 
To perform such a ritual, the setting needed two distinct 
regions: from one side, at the back of the room, the space of the 
panel, where the research process and findings were represented. 
26 Video on Vimeo http://vimeo.com/84189044
27 Video on Vimeo http://vimeo.com/84189044 42’55’’-43’,22’’
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balance between the two: he stands in an equal distance from both, 
so that they can equally see and listen what’s going on. Only at the 
moment of the final discussion he takes his seat in a position that 
faces the examiners.
His research, focusing on nine projects - Case Studies- proves 
his practice to have a mastery in three main ‘practice-modes’, 
defined by three specific roles that he plays, and that he explains 
with some metaphors: the gardener, the conductor and the enabler. 
Unlike CJ, Thierry didn’t build a whole scenography to ‘literally’ 
play any of these roles in particular. However he did embody all 
of them: assuming the same attitude, the same regime of care, in 
relation to the specific situation of the viva, where he performed 
very simple but concrete actions.
The gardener is for Thierry someone that is able to observe, 
anticipate and give shape. This is undoubtedly what he does when 
he anticipates the experience of the public and disposes their seats. 
As a gardener, he knows the differences between the two audiences, 
and tries to facilitate who is in a disadvantageous position, take 
care of the different degree of knowledge that the two audiences 
had. In fact, the general public, that hasn’t read its catalogue, is 
soon provided with a copy of it, as well as with some pamphlets rel-
ative to the Brussels project. There were little actions that showed a 
capacity to observe and understand a given situation.
By doing so, he also embodies the image of the enabler that 
allows others to act: by compensating the gap in information and 
providing the public of additional instruments he enables them to 
better participate to the event.
Finally, the image of the conductor was best embodied in the 
way he orchestrated the dialogue between the different Case Stud-
ies during his viva. As an orchestrator able to work with heteroge-
neous elements, he gathered them in a whole melody. He conducts 
a concert for solo instrument and orchestra: the solo instrument 
being the Brussels project, while the orchestra made of all the other 
Case Studies. 
The dialogue between these two elements was made not only by 
means of the discourse, but also by means of the arrangement of 
the space (and Thierry’s movement in it). The space of the Exhibit 
was in fact structured in two contexts: on the front, very close to 
the public, a big scale model of the capital region of Brussels took 
the center of the stage, while on the back wall, a poster showed 
images of several Case Studies. In Thierry’s words: “The model, 
in articulation with the wall, constructs a conversation across the 
body of work and the specific project.”
The whole scenography, literally, expresses this concept: the 
jury sits behind a table and is given some dishes, forks and knives 
(in paperboard, designed by CJ). Gradually, during the presenta-
tion, CJ serves a series of drawings-food, of his Food Parliament 
project, that he extracts from a wooden structure (on whose border 
hangs a pair of gardening gloves in paperboard). The drawings’ 
upper border is carved as a blooming surface, so that when they 
are all displayed on the table they create a beautiful flourishing 
meadow. The last four drawings -one for each member of the jury- 
were served with a special emphasis: a folded paperboard showing 
the white surface when laid down on the jury’s plates.
‘ Would you like to start dinner? Or rather dinner itself?’
‘Would you like to open it?’
‘One...two… three…’
[the examiners open the paperboards and look at the 
drawings]
The conclusion of CJ Lim’s performance is a simple act of show-
ing. He is confident that he has reached a point where the jury 
doesn’t need words any more, but just need to ‘see’. The general 
audience’s experience of the same Exhibit in Barcelona was very 
different and very strong: for one hour it assisted to an elegant and 
refined performance. But, at the same time, it could feel violently 
excluded by that precious world, as if it was invited to a delicious 
dinner but it was allowed only to see other people eating. It was an 
unpleasant yet very strong experience that can’t but recall contem-
porary performance.
 CJ Lim’s presentation reminds Marina Abramovic’s The Other: 
Rest Energy, 1980, where the public is emotionally involved in the 
tension between the raw bow and the arrow, despite the fact that 
what is happening concerns concretely only Marina and her partner 
Ulay. Similarly, in Barcelona it was as if CJ wanted the audience to 
starve for his food, to become irresistibly curious. In fact, as soon 
as he concluded his presentation, everybody almost run to see his 
drawings, to speak with him, to finally appreciate what for more 
than one hour was denied. 
Thierry Kandjee. 
Also Thierry arranges the space of his Exhibit, providing a differen-
tiation of the two audiences: the general public and the jury are dis-
played at 90° one to the other. However, unlike CJ, he establishes a 
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I’m beginning to imagine something like a market stall, 
holding key documents and models, rather like one of those 
bookstalls you get on the right bank in Paris, coupled with big 
drawings on theatre ‘flats’ which perhaps form some sort of 
enclosure or backdrop. Panel and audience on wooden chairs. 
All very public, but also with some intimacy.
I enclose a couple of photographs of the interior. It would be 
good to test this with the panel, and, if it has legs, to scope it 
out in Ghent, and begin the process of getting permission from 
the city - I imagine a morning presentation, before things get 
too busy!
 Let me know what you think! 
Holbrook 
(Report on Viva) 28
With the same proactive attitude distinctive of 5th Studio, Tom 
found his own way through Belgian bureaucracy and obtained per-
mission from the City to use the Market Hall for his final presenta-
tion. That turned to be a key choice that made the complexity of his 
work immediately manifest to the audience.
“I was keen to use the setting as a physical example of my thesis 
of ‘ between furniture and infrastructure’ - a bridge between 
the infrastructural scale of the big roof, and the intimacy of the 
urban fireplace. This seemed to work very well.”
Apart from these evident references, the public could feel such 
an in-between scale also thanks to some very small details, like 
red blankets, under which it could find a warm domestic repair, 
28  Tom generously replied to an invitation made by Valentina to give an 
account of the design and experience of completion Viva. This text, and 
the quotations that follow, are excerpts of the report that he sent her. For 
its accuracy and relevance it would deserve much wider space to be fully 
reported.
Tom Holbrook. 
Tom even moved beyond the arrangement of the public and of the 
different materials within a given space: he chose a specific location 
in the city of Ghent, that was able itself to embody the core of his 
research work:
“I wanted the Viva presentation to make an argument for a 
generalist spatial design practice, supported by evidence of a 
particular and distinctive way of working. I wanted to bring 
the resolution of my PhD back into the life of the city - in 
particular, the city of Ghent, which has been the location for 
the presentation of ongoing research over the course of the 
PhD.”
As in his catalogue the Case Studies make his argument, so 
does the viva. The idea to use the space of Ghent’s Market Hall 
emerged in particular when in June 2012 - he met the architects, 
Paul Robbrecht and Marie José van Hee - and interviewed them 
for an article on the project for the Architectural Review (February 
2013). The idea turned in April 2013 into a proposal to his supervi-
sor Professor Leon van Schaik:
Dear Leon
Thanks for the supervision the other day - it was useful, and 
it feels good to have a solid programme for completion. 
As I was saying, the exhibition setting has been the most 
elusive of the various things to address. Knowing that it is to 
be in Ghent in April ‘14 has allowed me to think that through, 
and I thought that I’d rehearse an emerging idea with you, 
before I got too excited about it.
I’m interested in using the Stadhuis market hall building, 
recently completed by Robbrecht & Damm / Marie José van 
Hee. As you might remember, I wrote about it in AR (let me 
know if you’d like me to send you a pdf of the article), and 
it feels like a project that has emerged in parallel to my own 
visits to Ghent. It embodies the trajectory I’m interested 
in - from intimacy to infrastructure. It has also been a slow 
architecture - coming together over 16 years from proposition 
to completion with something of the ‘entrepreneurial’ quality 
I’m interested in.
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various people cycling through the location, or else stopping off 
to listen for a while to what was being said. There was also 
a host of rubbish trucks and other vehicles passing by, which 
created a lot of noise. Regardless of these potential distractions, 
the candidate answered all the examiners’ questions with 
great care and composure, thus demonstrating that he is in full 
command of the ideas and concepts within his practice’s work. 
(Ibidem)
Before the completion. 
The ability to manifest the research insights -embedded in the Case 
Studies- beyond the use of words, evidently reaches its climax at 
the end of the PhD journey. However, also before the completion, 
candidates are encouraged to experiment with the space and differ-
ent mediums in order to entail other levels of communication while 
discussing their Case Studies. It seems that powerpoints presenta-
tions tend to disappear as the process moves on. Probably because 
they recall institutional presentation where architects have to ‘sell’ 
themselves and their work to a jury, clients, or critics, where the 
lighten images is combined with an affirmative discourse. On the 
contrary posters, installations, scale models recall the atmosphere 
of the studio, where everything is in progress, doubts and prob-
lematics are addressed as challenges, and there is not a predefined 
order or sequential logic. Objects and thoughts are close one to the 
other in the space: combinations, relationships, movements, new 
perspective are always possible. Just to quote some examples we can 
see a first significant shift in the first PRS of some candidates. For 
instance, Cian and Alice, first introduced their Case Studies (their 
own projects and important references) in a powerpoint (PRS1, 
Barcelona 2013) and then, six months later in Gent, they arranged 
an installation of pictures, hanged on wires (PRS2, Ghent 2014). 
In both situations the audience could have a tacit -yet very clear- 
understanding of TAKA’s way of collaborating on projects. In their 
first PRS, when they used a powerpoint, they demonstrated their 
harmonious and complementary partnership in the way they made 
a two voices speech with no rigidity, but entering the other’s dis-
course in a perfect timing. On the second PRS that became even 
more evident in the way they spoke and move around the space, 
changing and adjusting their respective positions to point and 
show different elements, in a veritable duo dance. 
Siv Helene operates a similar shift while presenting her Case 
Studies in the first two PRS: while in her first PRS (Barcelona, 
while the life of the city was growing in intensity29. The city itself 
provided in fact ‘a very benign series of dramatic interventions’: 
the various dramas ‘offstage’ included bystanders walking through, 
a cyclist coming within an inch of demolishing a model (to the 
gasps if the audience), and a sewage pumping truck providing an 
aroma to part of the proceedings. The Belfry provided regular peals 
of bells. All these unexpected events were masterfully turned into 
opportunities by Tom, to make the point about “the complexity 
and richness of cities, and how designers could operate responsively 
within them”.
It doesn’t surprise that comments on the ‘staging of the work’ 
were made by the public, as evidenced in some extracts from the 
Examiners’ Reports: 
“The staging and ‘performance’ of the work was exceptionally 
impressive, making full use of the ‘real’ public environment 
of the open-‐ air building and in taking advantage of the 
consequences (highly appropriate to the ‘public realm’ subject 
matter) of doing so: (e.g. rubbish trucks, cyclists, passers-‐by 
joining the audience). The candidate’s oral and physical 
command of the stage, and his engagement with and delivery 
to his whole audience while maintaining a proper intellectual 
debate with his examiners was impressive and extremely 
enjoyable.”
“The PhD exhibition, which formed the setting for the verbal 
presentation, was nothing short of memorable, being held 
under the beautiful public canopy designed by Robbrecht 
en Daem. The candidate drew a massive map of the region 
from the Cambridge Fenlands well out into the North Sea, 
and this truly helped the viewer to locate and also get a real 
sense of the landscapes that 5th Studio are designing for...The 
candidate presented extremely well, especially given that 
the entire examination was held out in the open air right in 
the centre of a very busy town on a Friday morning, with 
29  He took special care for the general audience since the very beginning: 
“from watching other vivas I was determined to try and include the audience 
- I asked that amplification be provided so that people could hear. I wanted 
the delivery to be animated and engaging to watch. The various distractions 
allowed people to sustain interest over the two-hour session, with breaks 
in the intensity of the delivery to allow moments of mental refreshment. I 
thought about the intervals of the delivery and the choreography carefully 
beforehand.”
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Structuring
Giving structure to the research through Case Studies
Following the discussion on the different kind and uses of Case 
Studies, particularly in the precedent cross-views, we arrive to 
some considerations concerning the different PhD frameworks.
 In most of the cases, candidates organize their research around 
Case Studies. Case Studies are like “landmarks” in the research 
work/field. They could be seen like recognizable objects/projects/
thoughts that are used to support the research process, used for 
the “research navigation”, to find directions and new territories. 
The Creative Practice Research process starts with the selection 
of “Case studies”, approaching the body of work and/or the world 
of reference. We then find the “cases studies” all long the process, 
until the final presentation and the catalogue. “PhD frameworks” 
often presented at the very beginning, remain traceable in the whole 
research process, like a DNA-structure. Namely, each candidate 
has his own body of work, his reference world, his cultural back-
ground, his “forma mentis”, that deeply influence his specific way 
to arrange the Case Studies and encode his research, throughout 
the process. Sometimes we have one-two important Case Studies 
(Deborah), sometimes they are rather organized in themes (Tom, 
Thierry), sometimes they are a mix of references and projects from 
the practice, linked by categories (Steve), or the research itself is a 
project and becomes a “landmark” (Rosanna, CJLim). Case stud-
ies could be methods, tools or research in itself. (see p.19 What are 
Case Studies?). 
In this cross-view, we try to illustrate through metaphors, 
how Case Studies frame the general construction of a research. 
Although candidates are in various stages of the research, -some 
are at the beginning while others have completed it- we can still see, 
for each of them, how Case Studies inform the structure of their 
work. In order to name such structures, we choose terms familiar 
to the candidates’ universe, thus connecting PhD Concepts and 
Case Studies framework, and we find that this concepts could be 
analysed in other PhD works: Skeleton is a framework where Case 
Studies structure the whole work (Thierry Kandjee), Bottega is a 
PhD where the Candidate gives to the workplace a central place 
in the research (Deborah Saunt), Manifest is a main project that 
bears the whole structure of the research (CJ Lim, Rosanna Van 
Klaveren), Evolutions, where Case Studies serve to explain the 
development of the “architectural identity” of the practice (Tom 
2013) she used only a powerpoint - while sitting with the public- in 
her second PRS (Ghent, 2014) she combined a prezi presentation 
with the installation of some printed drawings displayed on the 
floor in a circle. By doing so she exposed more her presence to 
the audience, facing the panel, taking the position of a sun in the 
system of her constellations. 
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surface the threads at stake within them. Secondly, a reflective 
essay contextualises the findings of the works within the 
community of practice and maps the impact of the research 
findings onto the practice.
NINE PROJECTS
Out of 100 projects developed by the office, the selection of 
nine projects ranges from competi tion entries to commissioned 
works taking place in four different parts of Europe. Each 
of these builds upon previous knowledge generated in the 
design. As such, they have to be read as a progression of rising 
awareness, but simultane ously as a whole, as a ‘geography of 
knowledge’.
ARCHIVE OF THE BODY OF WORK
The Archive of the Body of Work includes a selection of 
projects conducted within and be yond the practice in order to 
contextualise the research within a larger design production.
EXHIBITION LAYOUT
The Exhibition Layout is a draft proposal of the exhibition 
concept that aims to highlight the diff erent positions examined 
within the research.”
Thierry Kandjee (Research Catalogue p.5)
Bottega/Deborah
Deborah choses two main Case Studies, two “landmarks”, struc-
turing her research in two different approaches, from inside and 
from outside. In this way, she brings in a very clear direction her 
research work to the core theme: her workplace. The dynamic of 
her research is about the place where all is going in (people, ideas, 
her past, her life, the partnership with her husband, etc.) and what 
is going out (projects, awards, “new beauty” etc.), two movements 
that are symbolised respectively in her private house Covert House 
and in the West End urban project, both located in London, as well 
as her studio. 
Holbrook), Constellations describe works where the elements of 
the body of work are linked coherently (Siv Helene Stangeland), 
Echoes describes interdisciplinary PhD, where the research oscil-
lates between Case Studies taken from different disciplines (Steve 
Larkin), Osmose address a research conducted by partners that 
investigate the same Case Studies (Cian Deegan and Alice Casey), 
Bricolage when the Research emerges from a “chaos” of heteroge-
neous Case Studies and gives a new sense to all of them (Sébastien 
Penfornis).
Skeleton/Thierry
The name we chose to explain the Thierry’s PhD Concept and 
Case Studies framework is already present in the title of the cata-
logue: Skeleton.
The Table of Content of his research catalogue has a form of 
“matrix” that highlights the idea of a “structure”. If we consider 
it like an abstract drawing, it also looks like a cross section of a 
building, a skeleton of a building: the many sub-chapters of the 
Phd document are floors, while the 4 main chapters are balconies. 
In his work, Thierry tooks into account nine Case Studies, each 
of them is a “sub-chapter” in the catalogue. These “sub-chapters” 
are then grouped into chapters with themes: Armature, Ecology, 
Score, Platform. The nine projects/Case Studies structure entirely 
his research, shaping the “skeleton” of the catalogue. In the intro-
duction he explains in few lines and very clearly the “structure of 
the “PhD Document”:
INTRODUCTION. THE PHD DOCUMENT 
FORMAT 
This PhD, pertaining to the art of garden de sign, reflects upon 
the challenges facing land scape architects in making landscape. 
The Catalogue is thus organised as a contemporary treatise on 
the practice of making landscape.
FOUR CHAPTERS
The Research Catalogue presents a review of the trajectory 
undertaken within the doctorate. The discourse is structured 
by four conversa tions, which can be read independently or in 
a linear sequence. Armature, Ecology, Score and Platform 
propose different modes of practice. Each chapter is composed 
of two parts. Firstly, the projects are presented in a synthetic 
form to capture the nature of the design propositions, and to 
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Manifest/CJ Lim
Everything in the work of CJ Lim is shaped to explain and val-
orise the “landmark” of his research: his research coincides with 
the project ‘the Food Parliament’. Several observations lead to 
reinforce this idea. For example: behind the white wall of the first 
page “world parliament of Food.” appears. The Table of Contents 
is included in the first chapter “Towards to the Food Parliament”, 
written like the rest of the text, quite invisible at a first sight. 
Evolutions/ Tom Holbrook
Under this theme, we intend how Case Studies help the researcher 
to find a way in his evolution as architect. 
The Research Catalogue’s title “Between furniture and infra-
structure. Expanding disciplinary” announces a process and an 
aim. Observing the Table of Contents in Tom’s catalogue, one can 
notice a column on the right named “Case studies”. Case studies 
are “Landmarks” on his research path, along which Tom has redis-
covered his identity as architect. 
Osmosis/TAKA
Osmosis is the word we choose to describe TAKA’s research 
method. Two PhD students -Cian Deegan and Alice Casey, 
(TAKA architects)- partners in work and in life, search through 
their separate but parallel researches their common practice. In the 
same time, each of them has a defined identity, but together they 
structure a common way of existing, thanks to reference world and 
their projects (Case Studies, body of work). Their research begins 
with the spatial histories of Cian and Alice and their shared one, 
highlighting how they imprint to their common way/methodology 
of research. 
